Building on her study Evenings On and Off the Roof: Pioneering Concerts in Los
, Dorothy Lamb Crawford presents in her new book, A Windfall of Musicians, an account of how thirty-two Jewish and non-Jewish musicians settled in Southern California in the 1930s and 1940s after their expulsion from Nazi Europe and reshaped their careers. Crawford opens her volume-comprising ten chapters, a preface and an epilogue-with a glimpse into music and politics in Europe during the Weimar Republic and an introduction of each of the main characters and their respective situations during this turbulent period. In the second chapter, she examines the paradoxical reasons for Southern California's attraction for so many European musicians in the first half of the twentieth century. Thereafter she dedicates one chapter to Otto Klemperer's achievements as a conductor of the Los Angeles Philharmonic from 1933 to 1939, and another slightly longer chapter to thirteen musicians-conductors, pianists, a harpsichordist, string performers, and a singer-among them Bruno Walter, Artur Rubinstein, Jakob and Bronislav Gimpel, Joseph Szigeti, Emanuel Feuermann, and Lotte Lehmann. In the fifth chapter, Crawford focuses on seven "Innovative Teachers in the Performing Arts," including the dance pedagogue Pia Gilbert, and the conductors Jan Popper, Hugo Strelitzer, and Herbert Zipper. As a professor in UCLA's dance department , Gilbert developed new methods to teach music to dancers. Strelitzer pioneered a highly successful state-and city-subsidized opera workshop at Los Angeles City College and sheds light on many musicians who are little known and absent from today's musical canons. Yet with the exception of the Toch essay, she allots most coverage to the already much discussed musical figures Klemperer, Schoenberg, and Stravinsky, and grants the neglected voices of lesserknown figures working in the film studios and of female musicians, of which she only considers a total of three (harpsichordist Alice Ehlers, composer-dance pedagogue Gilbert, and singer Lehmann), comparatively little exposure. Her decision to include over thirty characters-most of them crammed into three chapters of about twenty-five to thirty pages each-leads to structurally wearisome strings of short biographies with little room for detail or discussion of musical works.
Crawford's narrative is unmistakably Eurocentric and reflects the largely biased European views of American (music) culture, promoted by such exiled writers and musicians as Bertolt Brecht, Theodor W. Adorno, Paul Hindemith, and Krenek, and adopted in early European exile studies about this period. Crawford suggests that, for her chosen displaced musicians, Southern California, despite its sunny weather, beautiful landscapes, recreational opportunities, more or less lucrative job opportunities, and low living expenses, "justified the title of Bertolt Brecht's poem about Los Angeles, "On Thinking about Hell" (p. x). She characterizes their new environment as a "cultural desert," and "musically a relatively sleepy region" (pp. x, xi). In 1930, Southern California had "only one shakily established orchestra" (p. 26), and lacked opera houses, good concert halls, educational music institutions, and philanthropic support. Deficient in "cultural coherence" (p. 28), the region was dominated by conservative and superficial dictators who shaped the audience's Notes, March 2010 unsophisticated artistic tastes. One of the dictators was the shallow and commercially oriented classical music impresario Lynden Ellsworth Behymer in Los Angeles. The other "dictatorships" were the Hollywood film studios, which offered almost impossible conditions for creative artists and forced composers into a kind of musical prostitution (pp. x, 139). Because of Southern California's location, conservatism, and "natural anti-intellectualism," it was ignored by the rest of America and isolated (pp. 25-26). However, notwithstanding these and such other obstacles as the émigré musicians' supposedly ignorant students and their allegedly culturally inferior American neighbors and colleagues, they stayed-in Crawford's view-mostly amongst themselves and worked tirelessly to transform "hell" into "heaven," taking on the role of moral leaders, fighting the rampant materialism, and trying to replicate European-style musical infrastructures in the American Southwest. Only occasionally did they receive help from such nonEuropeans as music patroness Elizabeth Sprague Coolidge; benevolent critic Isabel Morse Jones; and Canadian-born, Los Angeles-based Peter Yates, a fierce promoter of contemporary music, who together with his pianist-wife Frances Mullen initiated in 1939 the highly successful European-style chamber music series, the Evenings on the Roof, which featured many performances of modernist works by émi-gré, American, and European composers. Yates's achievements and opinions mark Crawford's narrative throughout. The émi-gré musicians' struggles, however, bore fruit as they successfully converted the musical wasteland into a "musical mecca in the postwar years" (p. xi). Thanks to Klemperer's tenure as musical director of the Los Angeles Philharmonic, "orchestral music in Los Angeles was brought to maturity" (p. 78). Between 1933 and 1970, Crawford claims, quoting Peter Heyworth, that "Los Angeles became host to a 'greater concentration of musical talent than existed in any other city at that time' " (p. 24).
There is no doubt that Hitler's émigré musicians in Southern California enriched and transformed that region's musical culture. They taught fledgling young musicians and elevated teaching standards; Waxman founded the Los Angeles Music Festival (1947-67) Press, 2008) . Smith points out that in 1930 the proportion of musicians and music teachers in Los Angeles, a city whose population had exceeded a million, was higher than in any other American city. Although Los Angeles continued to take pride in classical music institutions and events in addition to much ethnically diverse music in the 1930s, they were largely ignored by the émigrés because they lacked the ambition and prestige of European venues and were chiefly associated with women. The achievements of many American-born musicians active in Southern California before World War IIamong them Charles Wakefield Cadman, Aaron Copland, Henry Cowell, Henry Eichheim, George Gershwin, Mary Carr Moore, William Grant Still, and representatives of progressive jazz-have been commonly overshadowed by the presence and views of certain musical émigrés, although the Americans should also deserve some credit for their contributions to the postwar "musical mecca" in Southern California, if such a thing has indeed ever existed.
Discounting newer approaches in the field of exile studies, Crawford barely focuses on the Americanization of musical émigrés, and their gradual change from refugee to immigrant, even though most of them, unlike many émigré writers, grew roots in their adopted home country and decided not to return to Europe after the war. Crawford based her book mainly on interviews, letters, and other unpublished sources from which she quotes abundantly During the late 1980s and early 1990s, interest in the music of the post-Shostakovich generation of Soviet composers escalated in the West. Alfred Schnittke, Arvo Pärt, and Sofia Gubaidulina were at the head of those composers represented at numerous music festivals and special broadcasts. Since this interest blossomed before the demise of the Soviet Union in 1991, this music initially had a special cachet. Amid claims that it had been banned in the Soviet Union and the composers themselves the victims of persecution by the late Secretary of the Composers' Union, Tikhon Khrennikov, and even by his effective "deputy" Rodion Shchedrin, it had a unique aura of mystique. The furore surrounding Khrennikov and Shchedrin in this hostile climatewhich inevitably grew more heated after 1991-resulted in some rather aggressive exchanges with Western journalists and scholars, and it is only very recently that cautious words of praise for Khrennikov and the difficult role he played have been voiced (see for example Simon Morrison, The People's Artist: Prokofiev's Soviet Years [New York: Oxford University Press, 2008] ). But following the collapse of the Soviet Union came another collapse: that of passionate interest in the "banned" and persecuted culture of the former communist bloc. Concurrently, the equally passionate dedication to that culture within Russia and its satellite countries also waned. A no- . But for a time in the post-1991 economic and cultural collapse, the mass exodus of talent-comparable to that in the years immediately following the 1917 Revolution-made exciting music-making extremely difficult in Russia, and a strong Russian contemporary music scene has taken time to develop and to form its own aesthetic terms and agendas.
Schmelz's study is a true milestone in Western research into this field. In the first place, he has taken a huge body of repertoire that is in ever-present danger of sinking from public view in the West and brought it forcibly to scholarly attention. As in order to allow "individuals to speak for themselves" about their American years (p. xi). In lieu of a bibliography, she provides a list of archives she accessed. While this approach enables Crawford to convey the individual flavor of her characters' voices, her heavy reliance on these documents leads to a considerable number of factual errors and distortions. Misremembered or anecdotal information, biased views, and myths are often uncritically adopted. Editorial errors, however, are few. Attractively illustrated with rare photographs, the book may be of interest to musicians, music lovers, and students of the cultural history of Southern California, yet it should be read with awareness of its shortcomings.
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